ABSTRACT
writing per se, nor am I claiming that such technologisation is a new phenomenon, a characteristic emerging in postmodernity. Indeed, writing has always required the use of certain technologies, be these flints for scratching on rocks, styli for making marks on clay tablets, quills and pens for paper and parchment, or touch-screen and voice-activated technology in the digital age. In referring to the technologies of academic writing (and the technologisation that such tools bring), I am rather drawing on the Greek τεχνολογία (τέχνη -art or skill, and λόγος -discourse) and its sense of systematic treatment or technique.
Equipping students with the power to write academically is, though, surely one good and proper outcome of a university education. To consider what is at stake in embracing these new technologies of writing is, however, not to argue against supporting student writing in the university.
The argument made here does not deny that there are distinctive practices of writing that are shared by members of academic traditions, nor that students should be inducted into how writing is typically pursued in the respective disciplines. This is not to advocate students' unlimited selfexpression, or to authorize an approach of 'anything goes'. Prescribed formal structures for forms of academic writing (as many of the handbooks provide) are not necessarily the problem. Indeed precise formal structure, such as the poetic forms of the sonnet or the haiku, can be the very medium for an intensification and release of thought. The aim here is rather to draw attention to two issues: first, that little thought tends to be given in these technologies to what it is to be a writer in more meaningful ways than in the simplistic categories described by Phyllis Crème and Mary Lea of the 'Diver', the 'Patchwork Writer', the 'Grand Plan Writer' and the 'Architect Writer'. 8 Second, that the emphasis on the technologies of writing often fail to give sufficient attention to the work of writing, focussing instead on ensuring that writers have got the 'right "voice."' Of course we can see how students are attracted by this approach, its subtle assurances and its alluring promise. What I argue, though, is that such technologies fail to deliver the promised development of the 'academic voice', and rather render the student voiceless. It is as if the utilisation of certain technologies acts as a kind of magic formula, an easy shortcut to avoid the (hard) work of developing a certain writing style, but more importantly of knowing what to say. It implies that academic writing in the disciplines consists of a formula, a set of 'tricks'; that a student achieves voice in her written work in a way that entails simply the mastering of a certain set of skills that commonly pass for academic writing.
One characteristic of many technologies of academic writing is that they attend mainly to technical aspects of writing -to the development of skills in particular -that decontextualize writing and strip students of their voice and identity as writers. 9 The creeping orthodoxy of such approaches might be attributed to two key factors. First, Higher Education has seen the broadening of the curriculum, in some contexts, to include vocationally-oriented and professional training courses that attract 'non-traditional' entrants who often seek support with the practices of formal academic writing. Second, the pervasive culture of learning outcomes, and of student satisfaction league tables, drive a raft of measures -including the use of technologies of writing -to ensure and thereby raise student achievement. In the textbook technologies of academic writing in particular, a systematic approach that tends to be encouraged. Take this as an example from a popular textbook for students titled Writing for Academic Success where the skills of academic writing appear as something of a given:
By applying the strategies, doing the exercises, and following the procedural steps in this chapter, you should be able to…renew your acquaintance with standard academic writing practices…and identify strategies to ensure clarity in writing, conciseness and appropriate use of voice and tone. The systematisation to which I draw attention is amply illustrated in the quotation above, and is found extensively in the language of support material for academic writing more generally. But if what constitutes 'good academic writing' is articulated, and reinforced through these media, then it is even further prescribed in university assessment criteria that tend to lay out the specific technical aspects of writing that need to be evidenced to achieve a grade of pass, merit, or of distinction. The establishment of sets of criteria against which competence or achievement in academic writing can be measured and monitored, is further evidence of both the technologisation of writing, and of the individual writer who is situated in particular ways by them. Of course, academic writing has always been a kind of restricted writing -a 'hegemony of the mundane' 11 -in comparison with, for example, literary forms such as fiction or poetry. But the strength and extent of its restriction is seen in criteria for academic writing that take little account of context or content, but rather tend to focus, almost exclusively, on the technical aspects of the writing. These include aspects such as genre and grammar, organisational features such as sentence structure and paragraphing that contribute to fluency, persuasiveness, and coherence, and above all, specific conventions such as citation, quotation, and referencing. In all this, there is a tendency to see writing as a process in need of demystification. In some ways, the burgeoning industry of writing technologies celebrates and feeds a certain mystique around academic writing on which, they claim, their products shed light. As a result, there is a move to deconstruct writing, only to reconstruct it as a series of linear processes that, if followed systematically, leads to the model output. Hoeing serves the writer as a trope -in particular, a metaphor for writing…The overarching parable of the chapter on "The Bean Field" is one that describes the writer-hoer most literally, one which itself takes harrowing to be (a metaphor of) the effect of words…He
[Thoreau] links these two labors of the hand.
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Thoreau draws attention to the importance of attending to the words that he uses when he writes:
'Books must be read as deliberately and reservedly as they were written'. 34 So, we need to consider what Thoreau's hoeing consists in. For Thoreau, hoeing is not plowing (the systematic lifting and turning of the soil in a regular pattern). Nor is it furrowing (the forming of regular trenches in the soil to prepare it for sowing). The operations of plowing and furrowing suggest a regularity, proceeding according to a prescribed pattern, the production of neat rows (like lines of writing on the page).
Hoeing is also not (in the agricultural sense) the same as harrowing -the systematic breaking up and smoothing out of the surface of the soil to make a finer finish that makes undertaking subsequent tasks easier. Yet, there is a paradox here: hoeing is harrowing when thought of in relation to our words. For Cavell, the effect of our words is harrowing in that we are disturbed by them; Cavell would say that we are sentenced to, and by, them. 35 Thoreau's hoeing (both in the field, and in 32 The idea of our drawing on tradition in language is found in Thoreau's account of his borrowing an axe to cut down trees for the construction of his hut at Walden Pond, and how he returned the axe sharper than when he borrowed it. Cavell shows how this account serves as a metaphor for the way that we use language. We use the words that we inherit, that are passed down to us (that we 'borrow'), but our father tongue responsibility to words is to use them in a way that passes then back sharper to the community (Thoreau, Walden, 38 where to loosen or to compact the earth and where to dig out choking weeds. Of course, this is not to suggest too strict a binary between plowing and hoeing; it is in straight lines that, in the end, we write things down. It is rather that the metaphor of the writer as hoer draws attention to the choices that are before the writer in terms of the words she chooses, and so what she causes to grow -or authors.
But how does this help us to think of writing, and of academic writing in the university in particular? A comparison can be drawn between the ordered and standardized -even mechanisticprocedures of plowing, furrowing, and harrowing, and the technologies of academic writing that seek to bear the weight of the work, to prepare the ground, and make easy and smooth the work of writing. The plow, used in the field, eases (to some extent) the farmer's physical labor in cutting the earth. But plowing requires not only the farmer, but also the beast; and it is the animal in front that bears the weight, and it is there that the labor is felt. The regularity of the furrow that the plow assures makes for more efficient sowing and harvesting -and these are good things in the agricultural context. A steady pace and an even rhythm can be maintained given the affordances that plowing technology can bring, and hence, much ground can be covered. This is in contrast to the much slower pace that comes with the hoeing, because the hoer feels the full physical effort required to do the work. Here, the work may proceed by way of short bursts of intensive activity, and then periods of reflection -a looking around at the ground to see where to hoe next, and where to leave the earth uncut. But when technologies of academic writing rely on tools that produce only effective, neat patterning, they smooth the ground, and bear the weight of the work in a way that fails to recognize the complexity and messiness of the task.
When the skill required in writing is merely that of following the prescribed path to achieve the uniform end result, then something of writing, and what it is to be a writer, is lost. But in hoeing, the hoer chooses where to cut into the earth, to till and scrape the soil, and which of the weeds to eradicate. Similarly, to be a hoer-writer is to be one who has responsibility for which words to use, how they should be put together, what should be worked, and re-worked, and what should be weeded out. This is labor of writing where the writer, as the hoer 'makes such invidious distinctions with his hoe, levelling whole ranks of one species, and sedulously cultivating another'.
WRITING AND LABORING: PEDAGOGICAL LESSONS
All this is not to argue against the accepted conventions of different genres of writing, or to avoid teaching these to students. Without accepting certain patterns and conventions in writing, such as in the essay, the form of expression is frustrated. It is to argue, however, that there is a tendency in some technologies of writing to reduce it to an unthinking adherence to these schemas in a way that simplifies and sanitizes writing, and positions the writer as a mere puppet in the process. Of course, not all technologies are like this. Even when using a tool such as a plow, it is the blades that cut and work the ground, not the plower, but the responsibility for using the tool remains the plower's, and it is his work in the end. However, what some technologies of academic writing seem to avoid is the idea that writing is labor -often difficult labor -and the work of the writer is in the recognition of her responsibility to the words she cultivates and brings to the surface, and to those she discards. As Duck-Joo Kwak says of writing the essay: 'This is not just about "writing styles", self-consciously taught, but about possibilities of learning, thinking and being'. 37 It is as if writing itself, in some senses, produces the writer. Just as the hoer divides and tills the earth to bring forth life, so the labor of the writer consists in being awake, and being awoken to, the dividing possibilities of the words she uses; so Cavell writes:
Perhaps it will happen by a line of words so matured and experienced that you will see the sun glimmer on both of its surfaces, as if it were a scimitar, and feel its sweet edge dividing you through the heart.
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So if we take seriously the hoeing metaphor for writing and the physical labor that this entails, then a number of lessons for teaching and learning writing in the university follow. These, outlined below, go beyond discussing where support for writing should begin and end, as if there were some kind of continuum. They focus instead on what can be learned about learning to write, and the teaching of writing, from attention to the task itself, and from the pedagogical relationship and the encounter between tutor and student.
(i) THE REPETITIVENESS OF THE LABOR
First, writers and tutors must recognize the repetitiveness of the labor. Against the simple linear process suggested by some of the technologies of writing, to write is to give attention repeatedly to the task; there are no easy shortcuts. Weed killer (a shortcut, perhaps, to an easily managed and harvested crop), when applied to soil in appropriate quantities, will kill and prevent more choking weeds from growing. But an excess makes the soil less fertile; it renders it toxic. So in a similar way, an excess of some kinds of technologies of writing (and this is not to deny entirely their usefulness)
does not necessarily make for a better crop of writing. Just as weeds keep coming up and the earth dries out and needs hoeing, so writing needs ongoing attention and re-working; it is through this kind of labor that the earth is harrowed and that writing is cultivated. Writing in this sense is a kind of testing: a repeated assessment of the effectiveness of our words. rather concerned with which technologies we use, and how. Some technologies that are helpful enable writers to see language as something that needs to be worked on -labored at. Other technologies suggest language as something that needs to be put in its (correct) place; such technologies are ones that not only divide us from our words, but also from our world. A reliance on the tools and technologies of writing (that lead to an unthinking, or strict, adherence to the handbook guidelines) separates us from the work of writing itself. Thoreau seems to be advocating a closeness to our writing, the value in being forced to confront it and to cultivate it through the sheer 'labor of the hands…pursued to the verge of drudgery '. 42 But what particular merit is there in this approach? Thoreau writes that when he continued to plant where others had begun to hoe, this elicited different forms of criticism and comment from his neighbours: 'Why is there no manure in the furrow?' 'Consider a little ash or plaster for the beans', 'This field bears no comparison with the crop from the neighbouring ones'. But for Thoreau, making these choices himself brought him closer to his work. And this had one distinct advantage, as he says: 'I came to know how I stood in the agricultural world'. 43 So for students, the closeness to their own writing that is as the result of the labor of confronting it and having to make decisions about it without the prescription that certain technologies bring, allows them to know where they stand in their own particular academic field.
(iii) BEING LOST AND FINDING ONESELF Third, we should take seriously how we allow students to be lost in the task of writing. When certain technologies of writing promise to demystify it, to provide a quick fix, to smooth the way, or to guarantee success, something important is pushed aside. What the technologies of writing generally, and outcome-driven approaches in Higher Education in particular, both fail to acknowledge, is what can be gained from being engrossed -or lost -in an endeavour. These are experiences of which Thoreau writes: 'It is a surprising and memorable, as well as a valuable experience, to be lost in the woods any time…Not till we are lost, in other words, not till we have lost the world, do we begin to find ourselves and realize where we are and the infinite extent of our relations'. 44 It is sometimes only when you are totally engaged in the activity, taken over by it -when you begin to write -that you know what it is you want to say, or are able to write. This idea of being taken over is one of which Cavell writes in relation to language more broadly. In his reading of Walden, he takes up Thoreau's reference to our relationship with language, and to the distinction that Thoreau draws between what he refers to as the mother tongue and the father tongue in language. 45 Thoreau associates the mother tongue with the naturalness and familiarity of our spoken language. But he
contrasts this with what he terms the father tongue, most often associated with the written word.
Thoreau writes:
It is not enough even to be able to speak the language…for there is a memorable interval between the spoken and the written language, the language heard and the language read.
The one is commonly transitory, a sound, a tongue, a dialect merely, almost brutish, and we learn it unconsciously, like the brutes, of our mothers. The other is the maturity and experience of that; if that is our mother tongue, this is our father tongue, a reserved and select expression, too significant to be heard by the ear, which we must be born again in order to speak.
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Acquisition of the mother tongue is a necessary part of our initiation into the language community. But the familiarity that is so central to the mother tongue is also its potential danger:
that it nurtures, as Naoko Saito claims, 'a state of conformity of the self to itself, and to language'.
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In contrast, the father tongue signals a relationship to our words that is characterized by a kind of disorientation, a distance from the native language for which Cavell claims that a transformationakin to a re-birth -is required. Encountering the father tongue in language is our being taken over by words, and our having to find our place within them again. There is no sense of the authoritarian here, or of the priority of the father tongue over the mother tongue. Saito puts it like this: 'We need both an initiation into and departure from the language community'. 48 Being taken over by wordsbeing lost in them, or stopped in our tracks by them -is an invitation to us to re-consider our wordsto find our own voice.
But it is not only 'lost' in the sense of absorption in one's task, and in the written word, that can be understood from Thoreau's writings. What is also at stake is how one finds oneself again. It was very pleasant to launch myself into the night…I frequently had to look up at the opening between the trees above the path in order to learn my route, and, where there was no cart-path, to feel with my feet the faint track I had worn, or steer by the known relation of particular trees which I felt with my hands '. 49 There is something very physical about finding your way here; something about feeling your way and setting your own markers that brings you closer to the task in a way that an aid such as a map would not. In the same way, learning how to write might be more educative if it sometimes involves being lost, and finding one's own way out. These ideas are beautifully illustrated in a scene from the Stoner's labor in this scene, and in the subsequent weeks until his decision to change his major to literature, is in being absorbed in his task; in finding his own way.
49 Thoreau, Walden, 153. 50 John Williams, Stoner, (London: Vintage Books, 1965 /2012 Directed by George Cukor, the film portrays Paula, a young woman, and the niece of a murdered opera singer, Alice Alquist. The naive young Paula is seduced by the accompanist for her singing lessons, Gregory Anton, and they subsequently marry. Crucial to the plot is the fact that Gregory, unbeknown to Paula, is her aunt's murderer. Gregory, driven by the knowledge that Paula's aunt owned valuable jewels, persuades Paula to make their home in her aunt's old house in London so that he can secretly search for the jewels for his own gain. To this end, he needs Paula out of the way and, through manipulation and deceit, sets out to convince Paula of her own madness, a ploy that, if successful, will have her taken away. Gregory's tactics seem to work; Paula begins not to trust her own judgement, and we gradually see her loss of her reason, and the loss of her physical and metaphorical voice. Paula is hysterical at the noises she hears from the attic, and the intermittent dimming of the gas lights in the house (all because, unknown to her, her husband is frantically searching the attic for the jewels). A local detective, Cameron, recognizes Paula as she bears a striking resemblance to her aunt, whose murder case he investigated years before. He becomes suspicious of Gregory's comings and goings in night hours (to gain access to the attic though a secret external entrance). He suspects that Paula's demise is related to Gregory's strange behaviour, and takes it upon himself to help in some way. Pond. But this trope occurs iteratively throughout Walden; at the outset of his project, he also writes: 'I desire that there be as many different persons in the world as possible; but I would have each one be very careful to find out and pursue his own way, and not his father's, his mother's or his neighbor's instead'. 59 In thinking of writing in these terms, it is not that students should do as they please, ignoring the conventions in their discipline for endless creativity. Thoreau advocated the value of being lost, but would not deny that some (even well-worn) paths need to be travelled. Just as the possibilities afforded by hoeing rely on the hard labor of prior plowing, so the kind of pedagogy of writing that I am advocating depends upon the hard work of acquiring the very skills and abilities that realize such possibilities in writing. Novice plowers or hoers need to learn their craft. So too, novice writers need guidelines, and these should properly be taught as an induction into the academic community of writers. But academic writing in the university must consist in more than simply the learning of prescribed skills or the mimicking of certain practices. Part of what it is to write, is to recognize that these practices are the ones against which I test my own voice in my community. The tutor too has responsibilities: for her, it is to advocate the value of approaches that do not always settle, and to recognize the pedagogical value in unsettling as a way of finding one's own voice in writing. Such approaches open, rather than restrict, the possibilities of thought. 
